Science fiction has the potential to offer something new in terms of gender representation. This doesn't mean it always delivers on this potential. Amid the hype surrounding the 50 th anniversary of Doctor Who, the longest running science fiction series on television, a slightly critical edge is discernable in the media coverage concerning the casting of the twelfth Doctor and issues of representation in the series. 
3 early prime-time slot and attracts a family audience. Thus Doctor Who negotiates tricky issues of gendered identity in genre television (science fiction and action adventure) for different audiences (cult and mainstream), in ways that a series like Star Trek did not (or did not do as consciously, as it was intended from the outset to be intelligent science fiction for adult audiences, moving science fiction television away from perceptions of juvenile consumers).
New Doctor Who has come under public attack for unequal representation as it reaches its 50th anniversary, most openly in debates around casting a new actor to take over from Matt Smith as the Doctor. Doctor Who offers itself as a fascinating case study of the developing nature of television drama in relation to gender representation and to shifts in the production and reception of television drama. 'Television fiction, striving to remain relevant and credible to audiences, must negotiate questions of identity that change as understanding of ourselves and our society changes. Jane did not entirely fulfil the aims outlined above. One of Tulloch's respondents comments that 'she is [the Doctor's] underling'; another observes, 'Sarah seems very tokenish given that she's the one who's meant to be the feminist'. 5 Hannah Hamad observes that the series' 'revivification in a postfeminist context, and renewed recourse to the female companion as the principal means of representing femininity was always going to be noteworthy from a feminist critical standpoint.' 6 This paper cannot chart the whole of gender representation in Doctor Who. Instead it focuses on how the reboot tries to make its representations culturally relevant as well as acceptable to contemporary audiences. I try to give some sense of development and comparison with the classic series, but necessarily have to select only a few examples from the vast array on offer.
Commentators and scholars have noted that female companions in particular have a 'decorative' function in the series. 'They've all been very sort of passive,'
comments another of Tulloch's respondents, 'They're just there for window dressing, obviously'. 7 Jennifer Pelland even quotes Doctor Who producer John Nathan-Turner on is to the fore in the reboot from the start, however, and although Matt Hills argues that
'new Who is premised on an avoidance of normative heterosexual "social practice" such as settling down or child-rearing,' 25 Hamad identifies its simultaneous and 'marked thematic turn towards romantic relationships and sexual tensions.' 26 Britton's rather hostile reading of the Russell T. Davies era identifies unresolved sexual tension as a key strategy that works to the detriment of female characters. 27 Yet unresolved sexual tension is a common convention in serial TV drama, for obvious reasons. Romance tends to signal closure; unresolved sexual tension allows for ongoing seriality. In a restricted circle of characters and a tense environment, also typical in TV, it simply heightens the drama. Comments like this suddenly estrange our view of the Doctor as benevolent and make his behaviour much more sinister. 31 The notion of abandonment and damage is revisited several times in the new Doctor Who, as with the return of Sarah Jane in 'School Reunion' (2:3). Britton describes this episode as a critique of the Doctor's 'serial monogamy' and argues that it 'would surely not have been so potent with any other companion but Sarah.' 32 Meeting the tenth Doctor when they both investigate the same mysterious incident, Sarah is at first excited and then hurt: 'Did I do something wrong? Because you never came back for me. You just-dumped me.' Here the age and gender dynamic from the classic series is reversed: Sarah Jane is no longer the youthful sidekick of a mature Doctor, she is a mature, ageing female meeting a younger-seeming Doctor. Her acute awareness of the difference in their apparent ages is reinforced: 'You look incredible,' she tells him.
'So do you,' he responds but she replies flatly, 'I got older.' This is why the Doctor is a lonely hero-he travels through time, and is able to regenerate into a new body, rather than plodding along a linear timeline and ageing physically as humans do. The new series has often emphasized the Doctor's age and his vast store of experiences, as in the eleventh Doctor's speech in Rings of Akhaten (7:7): 'I saw the birth of the universe and Donna's ending, where she is not able to remember becoming 'the most important woman in the whole wide universe' and saving the world because the Doctor removes her memories of doing so, ostensibly to save her life ('Journey's End' 4:13). 'We're making our own happy ending for the story, because he [Davies] shouldn't have done that to Donna!' 52 After River and Amy, who waited, we now have Clara 'the impossible girl' who eventually reveals, 'I was born to save the Doctor'. This seems to make her the ultimate in a line of Doctor-identified companions.
Booy observes that the 'sexist' elements of the programme were noted at least as far back as the 1980s during the rise of cultural studies. 53 Yet until very recently, there has been a dearth of sustained feminist comment in scholarly publishing, as though nobody wants to mention it, or maybe it is thought too obvious to state. The audiences Commissioning when the reboot debuted, the involvement of these highly-placed women has not positively affected recruitment of female writers and directors to the show. 58 
